Brazilian art in the 1960s. Laying out the plethora of factors-both local and imported-that converged into so-called Pop in Brazil, it exposes how the conflicted relationship between a "Brazilian reality" and an "American way of living" was threatening the development of a locally relevant artistic idiom. As such, this introduction seeks to provide the historical context needed to enable a contemporary reading of her text, in light of current debates over the expansion of canonical labels like Pop to non-Western locales.
Over the past fifteen years, a number of exhibitions in Brazil have used Pop to focus on the works of a selection of (predominantly male) artists produced in the mid-sixties; in particular, authors including Cacilda Texeira da Costa, Paulo Herkenhoff, Paulo Sérgio Duarte, and Sônia Salzstein have used this expanded notion of Pop to reflect on how a perceived Latin American collective consciousness was torn between the popular myths of Che versus Coca-Cola.
2 Most recently, the exhibitions International Pop, at the Walker Art Center in Minneapolis, and The World Goes Pop, at London's Tate Modern, have displayed works produced in the 1960s and early 1970s under the umbrella of Pop, to reflect on a shared moment of socio-political upheaval worldwide, engendered by sexual liberation, Cold War politics, the proliferation of the mass media, and consumer culture. While these perspectives have aided in the reconstruction of a history of the sixties, they have sometimes marginalized discussion about the very adequacy of this label-a discussion that a reading of Amaral's text reopens today. Published in the respected Sunday literary supplement of the São Paulo newspaper O Estado de São Paulo, "From the Stamps to the Bubble" was written for an intellectual and informed readership, familiar with current cultural debates in Brazil. The text appeared for the first time in print in April 1968, just a few months after the closure of the 9th Biennial. Proving to be one of the most influential expositions 2 Among the most significant texts and volumes on Pop art in Brazil are Arte de contradicciones: Pop, realismos y política, Brasil-Argentina 1960 : Fundación Proa, Julio-Septiembre 2012 , ed. Paulo Herkenhoff, Rodrigo Alonso, and Gonzalo Aguilar (Buenos Aires: PROA, 2012 , exhibition catalog; Paulo Sérgio Duarte, The '60s: Transformations of Art in Brazil (Rio de Janeiro: Campos Gerais, 1998); Aproximações do espírito Pop, 1963 Pop, -1968 lost artistic atmosphere of today's Brazil," lamenting a rampant lack of quality in craftsmanship. 10 Meanwhile, Flavio de Cavalho, the only Brazilian artist to be awarded a prize, criticized his peers (including the Americans) for lacking "any depth greater than the day to day," for producing works that looked like "children's toys."
11
During the course of the Biennial, a further reaction from newspapers helped to coin a new terminology for addressing Brazilian artworks and to question Brazilian Pop's supposedly derivative affiliations. This was Mário Pedrosa's term "Popistas of Underdevelopment," which he used to define the works of Antônio Dias and Rubens Gerchman. These artists were among the foremost members of the Neo-Realist group, which was formed with the signing of a manifesto in 1965 in Rio; in 1967 they had also subscribed to Oiticica's near-comprehensive label "New Objectivity." Pedrosa resorted to a new definition to rethink Brazil's position in relation to US Pop. By juxtaposing "Pop" (seen as the cultural apogee of US capitalism) with "Underdevelopment" (the condition associated with Brazil's economic status), he addressed what he perceived as the basic incongruence between Brazilian Pop and US Pop: the latter aptly reflected the pervasiveness of an already established consumer culture; the former, meanwhile, reflected the effects of foreign investment and economic growth, and of Brazil's rapid transition toward that financial model.
12
In a comparable vein, Pignatari used the term "Popau" (a combination of Pop and Pau, wood), in reference to the "Manifesto of Pau-Brasil Poetry" by the Brazilian poet and essayist Oswald de Andrade, published in March 1924.
13 The manifesto expressed a desire for Brazilian culture to be exported, like a crop of the native Pau-Brasil wood. Andrade suggested that Brazilian culture owed nothing to European influences, which should in turn be affected by Brazil. He wrote, for Pau is usually translated as "wood" or "stick," yet it can also mean "penis," offering a satirical reading of the "Manifesto," as well as Decio Pignatari's neologism. It is time we put an end to this nonsensical perception that we have been influenced by US pop art. A few US pop artists such as Larry Rivers, Jasper Johns, Claes Oldenburg are important for us, indeed, in the sense that they revealed the potential use of new materials and subject matters; however, their influence has been exerted individually, not as a group or school. I have been to New York and have seen the "pop" they are doing there. I think it is poor, decadent even. The most cited phrase from the "Anthropophagic Manifesto" is "Tupi or not Tupi: that is the question," a tribute both to the Amazonian indigenous tribe that notoriously carries on cannibalistic traditions and to Hamlet's iconic dilemma. Gerchman's words reflect what many artists and intellectuals felt toward Pop, which became the scapegoat for much of the criticism attracted by the Brazilian works at the Biennial. Amaral's text, in fact, views artists' reliance on Pop-like techniques as the symptom of the Americanization of Brazilian culture, an association that was consolidated especially after the 9th Biennial. Nevertheless, while her peers focused on the superficial aesthetic influences of Pop, she delved deeper into the motivations behind such similarities, focusing on how artists were reacting to the Americanization of Brazilian culture, rather than on notions of artistic derivation. Amaral was aware that the US was one of the principal investors in Brazilian industry and infrastructure, and that it supported the military dictatorship in place in Brazil since 1964. A leitmotif in her writing from the period is the demand for a socially relevant art for which the tools provided by Pop seemed inadequate. Amaral noted a lack of artistic education and of "devotion to the cause" of developing a "true cultural base" for the country, a base that she believed the regime itself had the responsibility to produce by sponsoring university courses and especially by diminishing illiteracy (which stood at over 50% at the time).
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In this context, "From the Stamps to the Bubble" perhaps anticipated the infamous extraconstitutional Institutional Act Number Five (AI-5) issued in December of that year. The AI-5 marked the entrenchment of state repression through legitimized forms of censorship, federal intervention in the running of public institutions such as universities and newspapers, and the abolition of habeas corpus. No form of political dissent was tolerated, and political prisoners were notoriously tortured and sometimes disappeared completely. As Claudia Calirman explains, Brazil after 1968 was a "changed nation, marked by disillusionment with traditional politics, rejection of the military regime, and disbelief in all forms of authoritarianism," entering the so-called anos de chumbo, or "years of lead," a six-year period of hostilities between left and right in dictatorship-era Brazil.
20
Regardless of the criticism addressed toward many of the Brazilian works in the Biennial, artists were aware of the need to produce socially relevant, and above all intellectually accessible, art that would counter 19 Amaral, "Arte sem educação"; Mario Schenberg, "Representaçao brasileira na IX Biennal what critic and poet Ferreira Gullar had described as an "aristocratic view that placed art at the margins of life and its problems"-a view that stemmed from the widely held perception that Brazil's art scene was largely elitist and inaccessible to broader segments of the public.
21
By contrast, some critics, including Schenberg and Pedrosa, believed that many of the Biennial's works-despite, or perhaps because of, their supposed lack of sophistication-were successful in engaging audience participation, from both adults and children. Pedrosa wrote that at the Biennial "art ceased to be that boring distant, albeit terribly respected, thing," finally enabling "the population" to embrace it.
22
Schenberg, on the other hand, claimed that the Brazilian room was symptomatic of a generational shift; he saw advantages in young artists' "lack of preparation" and "inexperience," leading him 
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Gullar also questioned the quality and craftsmanship of the work on display and whether such international influences were interfering with the Brazilian artistic process. Amaral's article, in fact, strengthens an association between Pop Art and a general will to disseminate the work of art to a broader portion of the public, reflecting on how artists were renegotiating the distribution and purpose of their works. This discussion was invariably paired with the omnipresent concern for imitation and derivativeness, which led her to expose the issue of Americanization, epitomized by Pop Art, in local artistic production. Ferreira Gullar, "Opinião 65," Revista Civilização Brasileira I, no. In Portuguese, marginal has the double meanings of "outcast" and "marginal."
Silva's story was little remembered because it did not receive much attention from the media. Yet it was precisely this "marginality" that, for Oiticica, underscored how the media could only draw attention to a fraction of the crimes perpetrated by officials during that difficult time, and thus the extent to which the regime instilled fear in people's minds. With a similar polemical tone, Anna Maria Maiolino presented a flag with the words "Alta tensão" ("High Tension"); Cláudio Tozzi, a remastered image of Che Guevara. 28 As the banners were put on display, the Banda de Ipanema and the Mangueira Samba School joined the event, merging the demonstration with the carnival celebrations.
The following week, Scliar united the artists once again, this time to sell their banners at bargain prices, between 40 and 60 cruzeiros novos (the equivalent of USD 12-18 at the time).
29 Members of the public were invited to write comments about the banners and to deposit these in urns that, by resembling ballot boxes, were also symbols for democracy. The whole event was designed to approach as broad an audience as possible and to sensitize it to the potential of art to mobilize the public. Scliar devised the urn system as the last phase of Flag Sunday, seeking to encourage the public to examine what the flags stood for. Moreover, the act of placing opinions into an urn sealed a critical connection with Brazil's dictatorship, which did not permit democratic elections. The second collective work referenced by Amaral is Stamps, a series of thirteen giant rubber-stamps (approximately A4 in size), each one designed by a different artist, including Acácio Assunção, Geraldo de Barros, Luís Gonzaga, Carmela Gross, Mário Gruber, Flávio Imperio, Renina Katz, Leirner, Motta, Nitsche, Samuel Szpigel, Caciporé Torres, and Tozzi. The stamps were exhibited at the IV Salão de Arte Moderna do Distrito Federal, in the Teatro Nacional Cláudio Santoro in Brasília, where the artists distributed to the public sheets of paper printed with the rubber stamps. Each stamp reflected its author's particular style, which resulted in a heterogeneous series. Tozzi reproduced the image of one of his previous works of a chopp (a draft beer) with the slogan "I drink chopp, she thinks about marriage," and Gonzaga presented a new elaboration of Warhol's "Do It Yourself" paintings, perhaps commenting on critics' persistent focus on technique-one of the most substantial sources of criticism of Brazil's room at the São Paulo Biennial. 30 The work shows a feminine hand holding a dropper filled with liquid (meant to be colored red), the drops of which almost resemble spermatozoids. On the stamp's side are instructions on how to fill in each section of the picture, with each number corresponding to a color. The image initially appears innocuous. However, should the spectator choose to engage with it and follow the instructions on how to color it, the red background and the few green and blue details would greatly enhance the image's effect. Another stamp by Nitsche referenced political issues by presenting the footprint of a military boot, while Gross's depicted a raised closed fist, a gesture symbolic of protest and mass mobilization. 
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These critiques include Amaral, "Arte sem educação," and Schenberg, "A representaçao brasileira," both in Correio da Manha for September 27, 1967. Both articles lament a lack of quality in the manufacture of the works on display, which often seemed amateurish, particularly in comparison with the production quality of many foreign works.
Stamps and Flag Sunday had similar objectives: both were meant to be open and available to a wide public. The artists' collaborations in the production of these works strengthened the notion of an "art for everyone, available to everyone," as described by Amaral in her article: a democratizing gesture that still allowed each artist to maintain a unique visual language, uncompromised. Amaral's objective in focusing on these works, however, was not only to show how they reached out to wider audiences, but also to criticize the efficacy of their political messages. By using the phrase "art for everyone, available to everyone," she commented on the commonplace value of the artworks, on their lack of sophistication, and on their inability to produce any lasting effects-comparable to "bric-a-brac," "children's toys," and "Shanghai Town," all definitions used in the press. 31 Benjamin Buchloh, writing on the similar conjunction of Pop and participation in works by Andy Warhol, uses the expression "infantilized interaction" to describe the techniques Warhol used in his Tango and Foxtrot paintings, which presented simplified diagrams of the dances' steps. Buchloh claims that the mode of programmed aesthetic participation these encouraged degraded it "to the level of absolute farce," 32 a statement that finds its counterpart in Amaral's notion of "art for everyone, available to everyone." Placed as a counterpoint to Stamps and Flag Sunday, Nitsche's work Bolha (Bubble) earned Amaral's unreserved praise, which was particularly remarkable given that Nitsche was only twenty-six when "From the Stamps to the Bubble" was written. While at university he worked as an engraver, and he only became drawn to painting in the mid-sixties, under the growing influence of the Neo- Figurative  movement Departing from ideas about environments and the intelligibility of artistic language, Nitsche developed a new proposition: a large inflatable fabric balloon that was slowly inflated each hour by a machine. Filled with air, Bubble almost completely occupied the exhibition space, forcing viewers to press against the gallery walls. For Amaral, this work encapsulated a vigorous paradigm shift, as Nitsche succeeded in eliciting a physical sensation equivalent to that produced by the government's systematic oppression. Bubble was not an isolated commentary: Maiolino's flag with the slogan "High Tension," distributed during Flag Sunday, highlighted the same notion of tension and danger caused by the regime's control over the media and information, and often over people's very homes and telephones. While Maiolino's was a visual stimulus for the viewer to perceive and then react against the sense of oppression the image referred to, Nitsche's work invariably produced this feeling in the spectator's own body, in this way pushing further the notion of participation and accessibility.
Instead of accepting simplified definitions, Amaral clearly identified the many differing attributes of the works produced at the time-ranging from ludic, to environmental and participatory-and how young artists shared some of Pop's stratagems to reach the goal of broader audience participation. Conversely, Nitsche's Bubble, although informed by such international aesthetics, was more successful in conveying, through the universal language of physical sensation, the desired call for political awakening. In other words, while Flag Sunday and Stamps attempted to reach wider audiences, and also confronted issues connected to politics, the ways they employed participation failed to sustain an emotional response, according to Amaral, and consequently to incite lasting reflection in the viewer. Nitsche's work, by contrast, was championed for assimilating foreign tendencies within Brazilian culture. Although many artists were averse to any affiliation with Pop (as was shown by umbrella terms such as New Objectivity), Amaral identified Pop as an important aspect of their work and central to her critique. This is not to say that she was critical of artists' use of Pop strategies per se; she instead slated their failure to fully appropriate
